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PROGRAM NOTES 
Grande messe des morts, op. 5 
Hector Berlioz (1803-1869) 
Hector Berlioz may have been the most colorful composer of all time and certainly held the title 
of most flamboyant of the 19th century. Program notes about his music almost always end up 
being more about him than about his music- or else they concern themselves more with the 
ideas behind the music than about the aesthetic effectiveness of the music itself. This happens 
because he created major works so striking, so unusual, so long, so complex, so full of impressive 
effects that they tend to intimidate any annotator. And I must confess that this set of notes 
follows in this long-lived, if ignoble tradition. When I studied the score anew to prepare these 
notes, I found myself overwhelmed by so many details that I nearly (but not quite) gave up trying 
to deal with them. 
Chinese philosophy has asserted that birth, death, and the vicissitudes of life all come in their 
proper season and must be accepted as the will of the universe. Western philosophers and 
historians have not been so sure about this, what with all the violence that seems to come 
suddenly, unexpectedly, and to so many innocent people undeserving of the unhappy results 
this always brings in its wake. The French Revolution in the last decade of the 18th century, 
and its aftermath, accurately known as the reign of terror, may be the classic example of this 
sort of untimely catastrophe. Many 20th century commentators, to the contrary, claim that 
the revolution's horrors came at exactly the seasonal time that had been gradually but surely 
precipitated by the criminally insensitive and unnecessarily cruel behavior of the French 
nobility towards the peasants, the city dwellers, the very common people upon whom their 
society depended. A relevant and obliquely contrary position has been asserted by the great 
humanitarian and Berlioz biographer Jacques Barzun, who wrote that the French Revolution 
began a process that continues to our own time and will go on so long as human society remains 
in a crisis of deep fundamental disagreement about cultural, religious, and political values. Most 
of us would agree with that assessment, given the recent disasters that have come home to us 
since 2001 . 
French men and women in 1830 looked back on the events that created their republic with 
a mixture of shame, guilt, horror, and disappointment; most resolved that the ideals of 1789 
needed to be rekindled and this time successfully achieved. To attain that end they rose once 
again in a revolt that, unfortunately for the perpetrators, would be quickly and decisively crushed 
by the reigning government, and in the bloodiest possible way. Seven years after this event, a 
radically altered form of government, sympathetic to the 1830 revolt, decided to glorify and 
memorialize it. The newly appointed Minister of Fine Arts thus commissioned Berlioz to write a 
Requiem for those who died in 1830. Some equivocal documentary evidence suggests that the 
composer, from the outset, viewed his work as a memorial to all those who perished, not on ly in 
1830, but in all the political struggles in France since 1789, including the Napoleonic wars . 
Even Berlioz's detractors viewed him as the most qualified composer to attempt such an 
important socio-political work, for he had more vivid experiences in dealing with huge choruses 
and orchestras than any of his contemporaries. While his great adversary Luigi Cherubini 
competed for the commission, the Italian's recently composed Requiem would be rightly seen as 
insufficiently grand for the occasion. Berlioz took a great risk in accepting the job however, for 
the anniversary celebration on July 28, 1837, would be scheduled to take place in a mere three 
months. Berlioz had old music he could reclaim, for he had saved several movements from an 
unused Mass of 1825, an unfinished opera-oratorio about Judgment Day, and of other unfini• 
works; he would rework and expand these ideas, add enormous amounts of fresh material, an 
integrate it all at a breakneck pace. 
Then-at the very last moment, the government cancelled the commission. The infuriated 
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composer had spent his own money on the project and now had no way to get it repaid. In 
october of 1837, however, an important French victory in Algeria cost the life of its commanding 
general; to gratefully and grandly commemorate his life, the government, after prodding from 
Berlioz's allies, renewed the commission, employing Berlioz's previously ordered piece for yet 
another purpose. To get the Requiem performed, the composer unhappily had to accept the 
official services of another of his poison.ously inimical rivals, Francois Habaneck, as conductor. 
On December 5, despite errors in cuing and tempo control by Habaneck, the long awaited church 
service took place with signal success, though the audience would not, of course, be allowed to 
applaud. By January of 1838, the composer had paid his debts and come away with more profit 
and prestige from this work than from any preceding effort. 
The premiere took place in the Chapel of Saint Louis at the lnvalides, a huge domed cruciform 
building with vast expanses in each of the four directions outward from its center. The acoustics 
of the building would have presented special problems had it been empty. But when one takes 
into account the numerous military corps surrounding the coffin, the congregation of untold 
hundreds, and the many incense boats and the thousands of candles in the dark hall, the sonority 
of the Requiem had to be adjusted to fit the situation, and so Berlioz demanded, and after fighting 
authorities obtained 190 instrumentalists and 210 singers, with extra brass and timpani in the 
east, west, north, and south corners of the nave for the Tuba mirum. The assembled congregation 
· not be able to see all these forces in that gloomy shell of a building with all its windows 
'- ed with black drapes, but it would hear them, though not oppressively. Only the Tuba mirum 
portion of the Dies /rae and the opening of the Rex tremendae would by necessity be frighteningly 
loud much of the way through; the other nine movements would tend to sound reassuringly 
comforting as the Latin text required. Berlioz made sure that the liturgical traditions would be 
respected and that the mood of every section expressed the feelings of the words fully and 
resolutely. His one usage of the 19th-century's advanced formal compositional techniques, 
the employment of clearly recognizable material from the opening, brought back in both the 
Hostias and in the Agnus Dei, linked the whole together into the kind of cyclic composition then 
pervasive. One of the composers of such cycles, Robert Schumann, admired the effects and the 
aest~etic whole of the Requiem "beyond words." 
Scholars who have examined manuscripts of the work find it all but miraculous that the result 
came out so well. The hurried handwriting sometimes scrawls, but the musical ideas literally 
explode off the page. More than one of these scholars has called the Requiem Berlioz's least 
edited, least labored, and least carefully considered composition, and thus the fruit of his purest 
inspiration. In a composer's lifetime, there sometimes comes a moment when every challenge 
invites its best possible answer, when every idea finds its true resolution. One cannot say this 
about his other sacred pieces, even the mature Te deum, but the Requiem works from beginning 
to end. It satisfied the composer and most of his critics, except for those of two generations later, 
who preferred the small-scale Requiem of Gabriel Faure to the grandiose civic ceremony meant 
for mass participation that the French republic commissioned and the composer executed. 
After Berlioz's death, Liszt, Verdi, and Brahms all studied this "prodigious and sublime" score, 
as Liszt referred to it, before undertaking works of their own on a similar scale. Berlioz's own 
opinion of the Requiem stands high as a testament to its worth. Late in his life he destroyed most 
of his sketches and many of his early works, for he set a standard so high he often could not 
please himself. When composing, he habitually fell in love with the music he made, but after 
its performance, he became dissatisfied with it. This work, however, allowed him to express his 
humility and pride simultaneously, and even in his own mind, successfully. Though his revisions 
of the work in 1852 and 1857 altered a few peripheral features of it, its original conception held 
f' to the end. He declared in his last years that if someone ordered all his works to be burned, 
uld plead for a reprieve for the Requiem. He knew it to be at one and at the same time 
tra itional, seminal, pious, original, and incomparable. The standard he set there, high as it may 
have been, would be matched in the requiems by Verdi, Faure, and Britten, as well as in the 
paraphrase of the Roman Catholic Mass for the Dead, particularly its structure, by Brahms in 
his German Requiem. This may explain why so many concert performances of these pieces exist. 
Audiences generally do not find themselves enthused at the prospect of sitting through a long 
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piece about death, but when a work of exceptional power and quality comes along, they expect 
to be transfigured by it, and, to their pleased surprise, find their expectations surpassed and 
themselves carried aloft by it. 
The one parameter of musical composition with which Berlioz has rarely been associated is 
that of subtlety. I regard this as unfair, since many subtle effects mark all his best pieces, but in 
this regard the Requiem may outstrip all the others. Even in its scoring, usually Berlioz's most 
extravagant manifestation of his ability to overwhelm an audience with brilliant sonority, the 
restraint demonstrated shows his respect for the occasion and the spiritual needs of those in the 
congregation. His most unusual instrumental combinations, notably the flutes against the peda l 
trombone notes in the Agnus Dei, occur very softly and with the special reverence expressing the 
sacrifice of the lamb of God. His control of dynamic levels throughout allows the sound to fill the 
great hall while not interfering unduly with the enunciation of the text by the huge chorus. For, 
while the enormity of the chorus eases its burden to fulfill its role without straining individual 
voices, it adds to the problems of making consonants come forth with full clarity, especially 
sibilants. Long solo statements by percussion instruments, even by some rarely used in this way, 
like the bass drum, occur at points in the score where their propriety cannot be questioned. The 
composer uses these great massed forces like a series of widely spaced chamber groups in awed 
conversation, as though between humans and angels. 
The one strange feature of the work comes from Berlioz's belief that sopranos and altos can! 
be usefully subdivided, while tenors and basses can. This often puts somewhat of a strain on 
the male singers, who carry a heavier part of the harmonic load and contrapuntal texture than 
the females. Nowadays, it seems relatively easy to get ladies to join a chorus but difficult to find 
men. The Requiem calls for 80 women and 130 men, a formidable recruiting task. Berlioz talks 
about this in his influential treatise on orchestration, but it does not appear that he persuaded 
other composers to follow his example in this regard . The intricate ways in which he combined 
instruments, on the other hand, influenced all his successors greatly, and well into the 20th 
century. Only changes in instrument technology changed the course of setting large orchestras 
that Berlioz pioneered in his symphonies, operas, and the Requiem. Berlioz's trumpets and/ 
or cornets differed greatly from our instruments of the same name, his horns in all keys have 
been made obsolete by developments in rotary valve construction, and the sixteen timpani can 
be managed by a lesser number of our machine drums. But the essence of Berlioz's intentions 
remain clear to modern executants. 
For analysts, the biggest surprise about the Grande messe des morts has to be its omission of 
any reference to the plainchant sources in the Gradua/e Romanum. Berlioz had previously used 
the traditional chant for the Dies irae with startling effectiveness in his inaugural Symphonie 
Fantastique, but neither it nor any other chant makes an appearance here. The originality of 
every part of this work extends to every motive, every melody, every formal structure. In his 
setting of the first three lines of the Dies irae, Quantus tremor, and Quando judex into a climax as 
unprecedented in its texture as anything in the work. Then comes the startling tonal shift from 
the Aeolian A minor of the Dies to the bright E-flat major of its Tuba mirum section, the distance 
of a tritone, the most unlikely interval of transposition. This combined with the four brass choirs 
and the brigade of percussion (especially ten cymbals), transfigures the mood into something 
beyond martial, into a depiction of the final judgment. This breaks off into a Mars stupebit setting 
as dark as the lower regions of hell, after which the brass reasserts itself in the stentorian Liber 
scriptus. While each section manifests itself as independent and dramatically individual, the 
whole melts into a smooth continuum, down to the final Judicant reponsera sung in half voice, as 
the movement closes, fading to an awestruck silence. 
For me, the Quaerens me has to be the most moving of all the movements. This plea for remi< 
of sins, for mercy for the sins of the departed, for all of mankind's weakness, in which the 
chorus sings without the orchestra, demonstrates the composer's earnestness in expressing the 
humility of the individual meeting his maker. Berlioz's own religious convictions have never been 
considered to be devout, but his ability to place himself in the role of the supplicant cannot be 
any more complete than here. The Offertorium's obsessive A-B flat-A motive around which the 
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orchestra weaves an extraordinary fugue, may be the most striking movement musically. The 
textures in the Hostias sound like nothing else I know anywhere. The blissful moments in the 
Sanctus, in which the solo tenor feels himself raised up close to the glories of the Creator, may be 
the most noble point in the work. 
All in all, this major work conveys a sense of sincerity, high seriousness, and solemnity, from the 
Introit all the way to the series of final A mens that mark it as worthy, not only of the occasion for 
which it had been commissioned, but for all Christian devotion to the dearly departed. It stands 
as the great 19th-century French example of such a setting beside Brahms' German setting and 
Verdi's Italian. Other religious traditions may deal with the solemnity of death and its aftermath 
in differing ways, but no theatrical setting of the Roman Catholic Requiem Mass captures its 
spirit more completely or respectfull y than the Grande messe des morts, op. 5, of Hector Berlioz. 
Joel Shevloff 
Professor Emeritus 
Boston University 
Joel Sheveloff taught musicology at Boston University from 1964 to 2008. Since retiring he has 
completed one book available from the Edwin Mellen Press entitled J. S. Bach's Musical Offering: 
r ' th-century conundrum since 2013, and has completed half of another book about Ravel as 
s several articles for musical journals. These program notes appeared first in 2003 and 
then in 2007, but seem not to have lost their currency. 
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Texts and Translations 
Requiem et Kyrie 
Requiem aeternam dona eis, Domine. 
et lux perpetua luceat eis. 
Te decet hymnus, Deus, in Sion, 
et tibi reddetur votum in Jerusalem 
Exaudi orationem mean, 
ad te omnis caro veniet. 
Kyrie eleison. 
Christe eleison. 
Kyrie eleison. 
Dies irae 
Dies irae, dies ilia 
Solvet saeclum in favilla, 
Teste David cum Sibylla . 
Quantus tremor est futurus 
Quando judex est venturus 
Cuncta stricte discussurus 
Tuba mirum spargens sonum 
Per sepulcra regionum 
Coget omnes ante thronum. 
Mors supebit et natura 
Cum resurget creatura 
Judicanti responsura. 
Liber scriptus proferetur 
In quo tatum continetur, 
Unde mundus judicetur. 
Jundex ergo cum sedebit 
Quidquid latet apparebit, 
Nil inultum remanebit. 
Quid sum miser 
Quid sum miser tune dicturus, 
Quem pa tronum rogaturus, 
Cum vi x justus sit secu rus? 
Recordare, Jesu pie, 
Quod sum causa tuae viae, 
Ne me perdas ilia die. 
Oro supplex et acclinis, 
Cor contritum quasi cinis, 
Gere curam mei finish . 
Grant them eternal rest, 0 Lord, 
and may perpetual light shine on them. 
Thou, 0 God, art praised in Sion, 
and unto Thee shall the vow be performed 
in Jerusalem. Hear my prayer, 
unto Thee shall all flesh come. 
Lord have mercy upon us. 
Christ have mercy upon us. 
Lord have mercy upon us. 
Days of wrath, that day 
Will dissolve the earth in ashes 
As David and the Sibyl bear witness. 
What dread there will be 
When the judge shall come 
To judge all things strictly. 
A trumpet, spreading a wondrous sound 
Through the graves of all lands, 
Will drive mandkind before the throne. 
Death and Nature shall be astonished 
When all creation rises aga in 
To answer to the Judge. 
A book, written in, will be brought forth 
In which is contained everything that is, 
Out of which the world shall be judged. 
When therefore the judge takes his seat 
Whatever is hidden will reveal itself. 
Nothing will remain unavenged. 
What then shall I say, wretch that I am, 
What advocate entreat to speak for me, 
When even the righteous may hardly be 
secure? 
Remember, blessed Jesu, 
That I am the cause of Thy pilgrimage. 
Do not fo rsake me on that day. 
I pray in supplication on my knees. 
M y heart contrite as the dust, 
Take care of my end. 
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Rex tremendae 
Rex tremendae majestatis, 
Quid salvandos salvas gratis, 
Salva me, fons pietatis. 
Recordare, Jesu pie, 
Quod sum causa tuae viae, 
Ne me perdas ilia die. 
Confutatis maledictis (Jesu) 
Flamm is acribus addictis, 
Voca me ... 
Et de profunda lacu. 
Libera me de ore leonis, 
Ne cadam in obscurum, 
~~ bsorbeat me Tartarus. 
Quaerens me 
Quaerens me sedisti lassus, 
Redemisti crucem passus, 
Tantus labor non sit cassus. 
Just~ judex ultionis 
Donum fac remissionis 
Ante diem rationis. 
lngemisco tanquam reus, 
Supplicanti parce, Deus. 
Preces meae non sunjt dignae, 
Sed tu bonus fac benign e. 
Ne perenni cremer igne. 
Quid Mariam absolvisti 
Et latronem exaudisti, 
Mihi quoque spem dedisti. 
Inter oves locum praesta 
Et abe haedis me sequestra, 
Statuiens in parte dextra. 
Lacrymosa 
Lacrymosa dies ilia 
resurget ex favilla 
Jc candus homo reus. 
Pie Jesu, Domine 
Dona eis requiem aeternam. 
King of awful majesty. 
Who freely savest the redeemed, 
Save me, 0 fount of goodness. 
Remember, blessed Jesu, 
That I am the cause of Thy pilgrimage. 
Do not forsake me on that day. 
When the accursed have been confounded 
(Jesu) 
And given over to the bitter flames. 
Call me ... 
And from the bottomless pit. 
Deliver me from the lion's mouth. 
Lest I fall into darkness 
And the black abyss swallow me up. 
Seeking me Thou didst sit down weary 
Thou didst redeem me, suffering death on the 
cross. 
Let no such toil be in vain. 
Just and avenging Judge. 
Grant remission 
Before the day of reckoning. 
I groan like a guilty man. 
Spare a suppliant, 0 God. 
My prayers are not worthy, 
But Thou in Thy merciful goodness grant 
That I burn not in everlasting fire . 
Thou who didst absolve Mary Magdalen 
And hearken to the thief, 
To me also hast given hope. 
Place me among Thy sheep 
And separate me from the goats. 
Setting me on Thy right hand. 
Mournful that day 
When from the dust shall rise 
Guilty man to be judged 
Merciful Jesu, Lord 
Grant them eternal rest. 
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Offertorium 
Domine, Jesu Christe, Rex gloria, 
Iibera animas omnium 
fidelium defunctorum de poenis 
inferni et de profunda lacu. 
Et sign ifer sanctus Michael 
repraesentat eas in lucem 
sanctam, quam olim Abrahae 
promisisti et semini eius, 
Domine, Jesu Christe, Amen . 
Hostias 
Hostias et preces tibi laudis 
offerimus. Suscipe pro animabus 
illis quarum hodie memoriam 
facimus. 
Sanctus 
Santus, sanctus, sanctus, Deus Sabaeth . 
Pleni sunt coeli et terra gloria tua. 
Hosanna in excels is. 
Agnus Dei 
Agus Dei, qui tollis peccata mundi, 
dona eis requiem sempiternam. 
Te decet huymnus, Deus, in Sian, 
et tibit reddetur votum in Jerusalem. 
Exaudi orationem meam, ad te omnis 
caro veniet. 
Requiem aeternam 
dona defunctis, Domine, et lux 
perpetua luceat eis, cum sanctis tuis 
in aeternam, Domine, quia pius es. 
Amen . 
Lord Jesus Christ, King of glory, 
deliver the souls of all the 
faithful departed from the pains 
of hell and from the bottomless pit. 
And let St. Michael Thy standard 
bearer lead them into the holy 
light which once Thou didst promise 
to Abraham and his seed, 
Lord Jesus Christ. Amen . 
We offer unto Thee. 
this sacrifice of prayer and praise. 
Receive it for those souls 
whom today we commemorate. 
Holy, holy, holy, God of Hosts. 
Heaven and earth are full 
of Thy glory. Hosanna in the highest. 
Lamb of God, who takest away the sins 
of the world, grant them 'everlasting rest. 
Thou, 0 God, art praised in Sian 
and unto Thee shall the vow be 
performed in Jerusalem. Hear my 
prayer, unto Thee shall all flesh come. 
Grant the dead eternal rest, 
0 Lord, and may perpetual light shine 
on them, with Thy saints for ever, 
Lord, because Thou art merciful. 
Amen . 
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Ann Howard Jones, conductor 
Ann Howard Jones is Professor of Music and Director of Choral 
Activities at Boston University. She conducts the Symphonic 
and Chamber Choruses, supervises conducting students in the 
Concert Chorus and the Women's Chorale, teaches graduate 
choral conducting, and administers the MM and DMA programs 
in Choral Conducting. Dr. Jones is also the conductor of the BU 
Tanglewood Institute Young Artists' Vocal Program Chorus, an 
auditioned ensemble of high school singers which rehearses and 
performs at Tanglewood in the summer. 
Recognized as a distinguished clinician, adjudicator, teacher, and conductor, she has 
led many all state and regional choruses, workshops, and masterclasses in the U.S., 
Europe, South America, Canada, and Asia. She has been invited to teach and conduct 
at North Texas, Michigan State, Missouri, University of Miami, San Diego State, 
11 ·versity of Missouri-Kansas City, Southern Methodist University, Westminster Choir 
ge of Rider University, University of Kentucky, and the University of New Mexico. 
From 1984-1998, Dr. Jones was the assistant conductor to the late Robert Shaw and 
the Atlanta Symphony choruses, where she was Assistant Conductor for Choruses, 
sang in the alto section, assisted with the Robert Shaw Chamber Singers, and helped 
to organize the Robert Shaw Institute. She sang and recorded with the Festival 
Singers both in France and in the U.S. The Festival Singers were also represented in 
performances of major works for chorus and orchestra at Carnegie Hall in a series of 
performance workshops. After Shaw's death in 1999, Dr. Jones was invited to conduct 
the Robert Shaw Tribute Singers for the American Choral Directors Association 
conferences in San Antonio and Orlando. 
Choruses at Boston University have been invited to appear at conventions of the 
American Choral Directors Association (ACDA) in Boston and New York City. Dr. 
Jones has traveled with a group of BU graduate students to Padua and Venice, Italy, 
to perform and to study. A similar trip was made to Oslo and Bergen, Norway. In the 
spring of 2009, the graduate conducting students joined Dr. Jones at the national 
convention of ACDA in Oklahoma City where she was invited to prepare and conduct a 
world premiere of a work by Dominick Argento. The conductors sang in the chorus and 
assisted in the preparations for the performance. 
Among the honors which Dr. Jones has received are the coveted Metcalf Award for 
Excellence in Teaching from Boston University, a Fulbright professorship to Brazil , and 
a lectureship for the Lily Foundation. At the National Conference of the American 
Choral Directors Association on March 9, 2011, Dr. Jones was named the recipient of 
the Robert Shaw Choral Award for distinguished service to the profession, the highest 
rd given by the association . 
Dr. Jones is a native of Iowa, and her degrees are from the Un iversity of Iowa. 
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Christopher Hutchinson, tenor 
Christopher Hutchinson is in his second year 
as a student in Boston University's Opera 
Institute, where his applied teacher is Penelope 
Bitzas. Mr. Hutchinson received his Bachelor 
of Music degree from University of Arizona, 
where he studied voice with Grayson Hirst, 
and his Master of Music degree from Louisiana 
State University, where his voice teacher was 
Robert Grayson. 
Mr. Hutchinson has performed with the Opera 
Theatre of St. Louis, Opera Louisiane, Arizona 
Opera, Rhode Island Philharmonic, and the Tucson Symphony Orchestra. For two 
summers, he was a Studio Artist with Chautauqua, and he will return this summer as 
a member of the Gerdine Young Artist program at the Opera Theatre of St. Louis. M · 
Hutchinson has been a district winner of the Metropolitan Opera Competition and c. 
Semi-Finalist in the Palm Beach Opera Competition . Earlier this year, he performed 
a leading role in the BU Opera Institute's production of Daniel Catan Florencia en el 
Amazonas, and he will appear in their spring production of Mozart's Don Giovanni. 
He has also performed leading roles in Mozart's La Clemenza di Tito, Britten's Owen 
Wingrove, Rossini's La Cenerentola, Puccini's La boheme, Mozart's Die Entfurung aus dem 
Serail, and Barber's Vanessa . Mr. Hutchinson is a recipient of the 2013 Phyllis Curtin 
Award, the 2012 Edith Kilgore Kirkpatrick Award, and the 2012 Chautauqua Opera 
Encouragement Award. 
Monsters & Madmen 
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Drchestra 
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-BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
David Hoose, Director of Orchestral Activities 
The Boston University School of Music orchestral program assumes an integra l and central role in the 
education of the School's instrumental ists, whether they are aspiring to professions as chamber musicians, 
orchestral musicians, or teachers, or are looking to musical lives that combine all three. The repertoire 
of the three ensembles of the program - the Symphony Orchestra, the Chamber Orchestra, and the 
Wind Ensemble - reaches wide and deep, from vital standard repertoire, to compelling if less familiar 
compositions, and to music from this and the past centuries. The ensembles, led by an array of faculty and 
guest conductors, present more than sixteen concerts each season, including collaborations with the opera 
and chora l departments, and annua l performances in Boston's Symphony Hall. 
Violin I Young Sin Choi English horn 
Nan Lu, concertmaster Elizabeth Moore A licia Ma loney 
Hyun Ji Kim, IIana Mercer Elizabeth Nelson 
assistant concertmaster Sasha Buettner 
Christine Shen Zhao Lin Wang Clarinet 
Taichi Fukumura Yoni Battat Sung Jun Kim 
Emilie Campanel li Celine Ferro 
Carmen Ang Cello Eun Hyung Kim 
nna Fischler Jiwon Suh, principal Chia-Yun Yeh 
Hye Noh Holly Garrett 
Chae Jeong Lee Phoebe Ping Bassoon 
Sarah Leonard Xi Chen Jensen Ling 
Rachel Sch losberg Gracie Keith Hillary Erb 
Lucy Turner Eric Adamshick Kevin Grainger 
Shuo Wang Hyon Jae Song Michelle Keem 
Subaiou Zhang Graham Boswell 
John Bian Meixu Lu Horn 
Samantha Bates Jeffrey Chew Megan Marranca 
Katherine Haro ldson Rori Onishi 
Violin II Cailin Nolte Tatiana Stoia 
Ninel Jabotinsky, principal Ho Yin Li 
MaeLynn Arnold Bass Parker Nelson James Berezney Yi-Jung Su, principal Xuan Xie Michael Hustedde Nathan Varga Mackenzie Newell Soak Jae Moon 
Andrew Dezmelyk Christian Gray Joshua Blumenthal Zac Camhi Youngmi Chung 
Bonita Wil liams Timpani and Percussion Yu Gu 
Maya French Michael Lewis Brian Maloney 
Aija Reke Alexander Goodin Tomasz Kowalczyk 
Tessa Sacramone Jonathan Davies Eliza Kinney 
Katherine Love Victor Holmes Matthew Mitchener 
Ivana Jasova Michael Basak 
Su Yin Chan Flute Andrew Johnson 
Marcia Cand ido Nikoma Baccus 
Ama lia Zeitl in Gabriela Ruiz 
Allison Parramore 
Viola Jennifer Davis 
Tzu-Hui Ho, principal 
Amberley Lamphere Oboe 
" . jung Chung Courtney Miller 
a Griffis Peter Lewnard 
·; , ya Jacobs A licia Maloney 
Ji Hee Han Elizabeth Nelson 
Steven Sergi 
Carrol Lee 
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BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
Off-stage Brass 
Orchestra North 
Trumpet 
Lotte Olson 
Samantha Barnhart 
Trombone 
Brittnay Lasch 
Zachary Haas 
Tuba 
Clayton Kameron 
John Baylies 
Orchestra West 
Trumpet 
Ryan Noe 
Boone Constantinides 
Trombone 
Gregory Platt 
Daniel Va itkus 
Orchestra South 
Trumpet 
Fred Siekiewicz 
Sean Lee 
Trombone 
Juan Zuniga 
Ziwei Li 
Bass Trumpet 
Byul Yoo 
Ben Owens 
Tuba 
Jose Martinez 
Orchestra East 
Trumpet 
Neal Andrews 
John Vita le 
Trombone 
Arthur Thovmasian 
Minhwan Lee 
Orchestra Managers 
Nikoma Baccus 
Anna Griffis 
Gracie Keith 
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-BOSTON UNIVERSITY SYMPHONIC CHORUS 
Ann Howard Jones, Director of Choral Activities 
Justin Thomas Blackwell, rehearsal accompanist 
The Boston University Symphonic Chorus is a musical organization made up of students from ten foreign 
countries and thirty-four states. While there has been choral singing at BU since the 1800s, the chorus, in its 
present form, was founded in 1993. In its brief history it has performed many major choral works and had a 
significant collaboration with the late Robert Shaw. 
Soprano Arielle Richter Kendall Clark 
Erika Anderson, Alexandra Selawsky-Group, Nicole Copeland, 
Vocal Performance 2016 Vocal Performance 2016 Vocal Performance 2016 
Virginia Barney, Abigail Smith, Ang Gao, 
Vocal Performance 2014 Vocal Performance 2014 Biology 2014 
Deanna Boone, Elizabeth Smith Jina Han, 
Vocal Performance 2015 Chloe Tengan, Music Education 2017 
Jiani Cheng, Biological Anthropology 2016 Winnie Hsieh, 
Economics 2017 Claire Thomas, Biology 2014 
rguerite Coles, Health Sciences 2076 Laura Kempa Bogan, 
eclared 2017 Kathryn Vessel, MM Choral Conducting 2014 
abeth Crozier, Human Physiology 2016 Mia Lavallee, 
Math and Philosophy 2017 Raquelle Viteri, Undeclared 2017 
Kathryn DeFranco, Vocal Performance 2017 Kathryn Lazar, 
Piano Performance 2017 Denise Ward, Vocal Performance 2016 
Giovanna Fernandes, Vocal Performance 2016 Crystal Luo, 
Undeclared 2016 Margaret Weckwerth, Piano Performance 2017 
Emily Gaffney, MM Choral Conducting 2015 Megan Phillips, 
Vocal Performance 2016 Becca White, Vocal Performance 2017 
Gianna Gibo, Vocal Performance 2015 Marissa Plati, 
Cpmputer Science 2016 Sarah Zenir, Vocal Performance 2017 
Mariko Henstock, MSM Choral Conducting 2014 Lara Poe, 
BU Faculty Composition 2015 
Kiersten Honaker, Alto Sabrina Rizzi, 
DMA Choral Conducting Carolyn Aguirre, Vocal Performance 2017 
Kristin Howard, Vocal Performance 2015 Leo Rosenstein, 
Vocal Performance 2016 Ana is Azul, Applied Linguistics 
Staci Hunter, Composition 2017 Alyssa Sadusky, 
Human Physiology 2014 Breana Bauman, History 2015 
Jennifer Jaroslavsky, Violin Performance 2016 lvy·Sanderfoot, 
Vocal Performance 2015 Naomi Brigell, Vocal Performance 2017 
Jessica Kaplan, Vocal Performance 2015 Vanessa Sandri, 
Biology 2017 MadeJine Bueter, Undeclared 2016 
Charlotte Keating, Vocal Performance 2017 Rachel Steinberg, 
Vocal Performance 2014 Melanie Burbules, Vocal Performance 2016 
Heidi Kim, Vocal Performance 2014 Grace Wingler, 
Piano Performance 2017 Maggie Cerjan, Piano Performance, Art History 
Rose Lewis, Violin Performance 2014 2017 
Vocal Performance 2016 Laura Cha, Yuekun Zhao, 
Stephanie Marie Nahous, Psychology 2015 Composition 2015 
Advertising 2014 Leanne Ciccone, Yusi Zhou, 
O'Connell, Foreign Language Education 2016 Piano Performance 2016 
.. 
-· 
lie Relations 2017 
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BOSTON UNIVERSITY SYMPHONIC CHORUS 
Tenor 
Christopher Addis, 
Biology 2014 
Michael Aniolek, 
Vocal Performance 2015 
Christopher Barberesi, 
Vocal Performance 2014 
Jason Berger, 
Vocal Performance 2014 
Morgan Chalue, 
Vocal Performance 2016 
Tyler Diaz, 
Vocal Performance 2015 
Frank Furnari, 
BU Staff 
Alex Huddleston, 
Composition 2014 
James King, 
Undeclared 2017 
Samuel Kjellberg, 
MM Choral Conducting 2015 
Francesco Logozzo, 
Music Education and Vocal 
Performance 2017 
Dani Makhlouf 
Steven Seigart, 
MSM Choral Conducting 2014 
John Slack, 
Vocal Performance 2014 
Francis Snyder, 
Composition 2017 
Matt Vera, 
Neuroscience 2017 
Alex Wagner, 
Journalism 2014 
Conan Xiao, 
Piano Performance, 
Computer Science 2017 
Joseph Young, 
DMA Choral Conducting 
Bass 
Stephen Arredondo, 
BU Alumnus 
Luciano Barbosa, 
Composition 
Leon Bernsdorf, 
Piano Performance 2014 
Benjamin Brennan, 
Psychology 2014 
Peter Brown, 
Vocal Performance 201S 
Connor Burke, 
Composition 2017 
Harrison Pearse Burke, 
Lighting Design 201S 
Colin Burns, 
MSM Choral Conducting 2014 
Ted Evangelista, 
Music Education 2015 
David Fried, 
BU Faculty 
Timothy Gorka, 
Vocal Performance 2015 
Stephan Griffin, 
DMA Organ Performance 
Alex M . Handin, 
BUAiumnus 
Benjamin Harris, 
Vocal Performance 2015 
Richard Hui, 
Economics 2014 
Kyle Lanning, 
Vocal Performance 2014 
Benjamin Low, 
Vocal Performance 2017 
Benjamin Marcus, 
MA Economics 2015 
Jonathan Richter, 
DMA Choral Conducting 
Eric Ritter, 
Vocal Performance 2016 
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Jonathan Richter, 
DMA Choral Conducting 
Eric Ritter, 
Vocal Performance 2016 
Austin Schirling 
Abe Eui Hyeon Song, 
Composition 2017 
Reed Spencer, 
DMA Choral Conducting 
Erik Van Heyningen, 
Vocal Performance 2015 
Fiat Vongpunsawad, 
BUAiumnus 
Carlton Welch, 
Vocal Performance 2014 
Qingyang Xi, 
Piano and Composition 2014 
Chorus Managers 
Colin Burns 
Laura Kempa-Bogan 
Margaret Weckwerth 
Joseph Young, 
assistant to the conductor 
BOSTON UNIVERSITY COLLEGE OF FINE ARTS 
Boston University is one of the leading private research and teaching institutions in the world 
today, with two primary campuses in the heart of Boston and programs around the world. 
The Boston University College of Fine Arts was created in 1954 to bring together the School of 
Music, the School of Theatre, and the School of Visual Arts. The University's vision was to create 
a community of artists in a conservatory-style school offering professional training in the arts 
to both undergraduate and graduate students, complemented by a liberal arts curriculum for 
undergraduate students. Since those early days, education at the College of Fine Arts has begun 
on the BU campus and extended into the city of Boston, a rich center of cultural, artistic, and 
intellectual activity. 
Benjamin Juarez, Dean, College of Fine Arts 
Richard Cornell, Director ad interim, School of Music 
Jim Petosa, Director, School of Theatre 
Lynne Allen, Director, School of Visual Arts 
BOSTON UNIVERSITY COLLEGE OF FINE ARTS 
DEAN'S ADVISORY BOARD 
Jason Alexander, '81, HON'95 
Actor, Director, Writer 
FreJ A. Bronstein, '78 
President & Executive Director 
St. Loui s Symphony Orchestra 
Michael Chiklis, '85 
Actor, Director, Producer 
Saul Cohen 
President 
Hammond Residentia l Real Estate 
Chester Douglass 
Professor & Department Chair 
Harvard Schoo l of Dental Medicine 
SungEun Han-Andersen, '85 
President 
Andersen Family Foundation 
John Harrington, '85 
Founder and Ch ief Mission Officer 
Advanced Practice Strategies 
,. 
ey Humes, '79 
rate Vice President 
und Raising 
David Kneuss, '70 
Executive Stage Director 
Metropolitan Opera 
Stewart F. Lane, '73 
President & CEO 
Stewart F. Lane Productions 
Nancy Livingston, COM'69 
Chairman of the Board 
American Conservatory Theater (A.C.T.) 
Jane Pappalardo, '65 
Philanthropist 
Trustee, Isabella Stewart Gardner Museum Board Member, 
Rose Kennedy Greenway 
Penny Peters, '71 
Communications Strategist & Management Consultant 
Nina Tassler, '79 
President 
CBS Entertainment 
Gael Towey, '75 
Formerly Ch ief Creative and Editorial Director 
Martha Stewart Living Omnimedia 
Gregg Ward, '82 
President 
Orlando-Ward Associates 
Luo Van, '90 
President 
Si lver Dream Productions 
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Boston University College of Fine Arts School of Music 
STRINGS 
Steven Ansell viola * 
Edwin Barker double bass * 
Cathy Basrak viola 
Lynn Chang violin 
Wesley Collins viola 
Ca rolyn Davis Fryer double bass 
Daniel Dona pedagogy, chamber .. 
Jules Eskin cello 
Edward Gazouleas viola 
Marc Johnson celfo 
Bayla Keyes violin * 
Michelle LaCourse viola * 
Benjamin Levy double bass 
lucia Lin violin • 
Malcolm Lowe violin 
Dana Mazurkevich violin 
Yuri Mazurkevich violin * 
lkuko Mizuno violin 
John Muratore guitar 
George Neikrug cello++ 
James Orleans double bass 
Barbara Poeschi-Edrich horp 
M ichael Reynolds cello • 
Rhonda Rider cello 
Karen Ritscher viola 
Todd Seeber double bass 
laurence Wolfe double bass 
Michael Zaretsky viola 
Peter Zazofsky violin • 
Jessica Zhou harp 
WOODWINDS, BRASS, and 
PERCUSSION 
Ken Amis tuba 
Jennifer Bill saxophone 
Peter Chapman trumpet 
Geralyn Cot icone flute 
Terry Everson trumpet * 
John Ferrillo oboe 
Timothy Genis percussion 
I an Greitzer clarinet 
Ronald Haroutounian bassoon 
John Heiss flute 
Gregg Henegar bassoon 
Renee Krimsier flute 
Gabriel Langfur bass trombone 
Don Lucas trombone * 
Mark McKewen oboe 
Suzanne Nelsen bassoon 
Toby Oft trombone 
Elizabeth Ostling flute 
Andrew Price oboe 
Ken Radnofsky saxophone 
Richard Ranti bassoon 
Thomas Rolfs trumpe t 
Mike Roy lance tuba 
Eric Ruske horn * 
Robert Sheena english horn 
Thomas Siders trumpet 
Ethan Sloane clarinet * 
Jason Snider horn 
Samuel Solomon percussion 
James Sommerville horn 
Richard Stolzman clarinet 
Linda Toole flute • 
PIANO 
Maria Clodes-Jaguaribe • LOA 
Gi la Goldstein 
Linda Jiorl e-Nagy 
Pavel Nersessian 
Konstant inos Papadakis (51) 
Boaz Sharon * 
COLLABORATIVE PIANO 
Michelle A lexander • 
Shiela Kibbe * 
Robert Merfeld 
ORGAN 
Peter Sykes * 
VOICE 
M ichelle Alexander * 
Michael Beatt ie (51) 
Penelope Bitzas • 
Eve Budnick 
Sharon Daniels * 
James Demler * 
Gary Durham 
Lynn Eustis • 
Phyl lis Hoffman • 
Matthew Larson 
Betsy Polatin (theater) 
Bonnie Pomfret 
Jerrold Pope * 
HISTORICAL 
PERFORMANCE 
A ldo A breu recorder 
Sarah Freiberg Ellison cello 
Greg Ingles sackbut 
Laura Jeppesen viola do gamba 
Christopher Krueger 
baroque flute 
Catherine Liddell /ute 
Douglas Lundeen natural horn 
Scott Metcalfe 
Martin Pea rlman 
baroque ensembles * SAB 
SCHOOL OF MUSIC DEPARTMENT OF 
PRODUCTION AND ENSEMBLES 
J. Casey Soward, Assistant Director for Production and Performance 
Michael Barsano, Manager of University-Wide Ensembles 
Michael Culler, Head Recording Engineer 
Aaron Goldberg, Director of Athletic Bands 
Oshin Gregorian, Manager of Opera Institute 
~~~~~ rt,~'M~h·o~~aH:/~d~nit~gineer 
David Dawson II, Scheduling anO Recitals Coordinator 
Meredith Gangler, Librarian 
Martin Snow, Keyboard Technician and Restoration 
A lix Saba, Manager of School of Music Ensembles 
COLLEGE OF FINE ARTS ADMINISTRATION 
Benjamin Juarez, Dean, College of Fine Arts 
Richard Cornell, Director ad interim, School of Music 
Jim Petosa, Director, School of Theatre 
Lynne Allen, D irector, School of Visual Arts 
Robinson Pyle 
natural trumpet 
Marc Schachman 
baroque oboe 
Aaron Sheehan HPvoice 
Jane Starkma n 
baroque violin, viola 
Peter Sykes harpsichord * 
MUSICOLOGY 
Marie Abe • HL 
Victor Coelho * 
Matthew Cron (51) 
Brita He imarck * 
Lewis Lockwood ( 511) 
Rebecca Marchand (511) 
Thomas Peattie .. 
Joshua Rifkin * 
Andrew Shenton • STH/SO M 
Jacquelyn Sholes• 
Patrick Wood Uribe • LOA 
Jeremy Yudkin • (51) 
COMPOSITION 
AND THEORY 
Vartan Aghababian 
Martin Amlin * 
Deborah Burton .. 
Justin Casinghino 
Richard Cornel l -
Joshua Finebe rg~ 
Samuel Headrick "" 
David Kopp * 
Mary M ontgomery Koppel 
Rodney Lister* 
Ketty Nez * 
A ndrew Smith 
John Wa llace" 
Steven Weigt • 
Jason Yust * 
MUSIC EDUCATION 
Richard Sunbury* 
Susan Conkling * 
Diana Dansereau • 
Andre de Quadros • 
Jay Dorfman * 
Andrew Good rich ~ 
Lee Higgins* 
Ron Kos * 
Roger Mantie * 
Donna Nagle (51) 
Sandra Nico lucci 
SCHOOL OF MUSIC 
CONDUCTING 
David Hoose * 
Ann Howard Jones * 
Scott Allen Jarrett 
Kevin Leong (51) 
David Martins 
Jameson Marvin (SI I) 
Scott Metcalfe 
OPERA INSTITUTE 
Phyllis Curtin ++ 
Matthew Larson 
William Lumpkin • 
Laura Raffo 
Jim Petosa ( theatre) 
Betsy Polatin ( theatre) 
Emily Raini ( theatre) 
Jeffrey Stevens * 
Nathan Troup 
Al lison Voth • 
STAFF PIANISTS 
Michelle Beaton 
A nna Carr 
Phill ip Olive r 
Brenden Shapiro 
Lorena Tecu 
Christina W right 
Noriko Yasuda 
VISITING SCHOLARS 
Pei Chien 
Xiaolong Feng 
Yang Liu (Sill 
Z iaolong Liu (Sill 
Hui Tia n 
Chen Wang 
Keju W ang 
Departmen t Chairs 
represented in bold 
* Full - time faculty 
++ Emeritus 
HL- Humanities Leave 
LOA - Leave of Abscence 
SAB - Sabbatical 
51 - Semester I 
511 - Semester II 
David Kopp, Associate Director of Academic Affairs 
W ill iam McManus, Associate Director of the School of Music fo r 
Music Education 
Phyllis Hoffman, Executive and Artistic Director of The Boston 
University Tanglewood Institute 
SCHOOL OF MUSIC EXECUTIVE COMMITTEE 
Richa rd Cornell , Director ad interim School of Music 
Phyllis Hoffman, Executive and Artistic Director of Boston 
University Tonglewood Institute 
A nn Howard Jones, Director of Choral Ensembles 
David Kopp, Director, Graduate Studies, Associate Director of 
Academic Affairs 
M ichelle LaCourse, Chair, Applied Studies 
Shaun Ramsay, Assistant Director for Admissions and 
Student Affairs 
John Wallace, Director, Undergraduate Studies 
William McManus, Associate Director of the School of Music for 
Music Education 
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Friends of the College of Fine Arts 
We are grateful to our community of alumni, faculty, families, and friends who believe in the importance of 
supporting gifted students in music, theatre, and the visual arts through their generous contributions. Gifts to 
the College of Fine Arts drive important capital initiatives, scholarships, educational outreach, performances, and 
exhibitions, all of which directly benefit the talented young artists of Boston University. 
For more information about how you can join our growing list of supporters, please contact us at 617-353-5544 
or make a donation online at bu.edu/cfa/alumni/giving-back. We would love to welcome you into our donor 
community! 
We thank the following donors for their generous support during the 2012-2073 fiscal year*: 
$100,000 and above 
Jack Kent Cooke Foundation 
SungEun Han-Andersen and G. Chri s Andersen 
JaneL. Pappa lardo and A. Neil Pappalardo 
The Estate of Virginia E. Withey 
Anonymous 
$25,000 to $99,999 
Luo and Hugo X. Shang 
H. Stackpole 
. Foundation 
$10,000 to $24,999 
Clovelly Charitable Trust 
Edna l. Davis 
LD Associates Inc. 
Nancy livingston and Fred M. Levin 
Mary Ann Milano- Pica rdi and Angelo Picardi 
Montgomery Symphony Association 
Anonymous 
$5,000 to $9,999 
John A. Carey 
Carri~olo Family Foundation, Inc. 
David l. Feigenbaum and Maureen I. Meister 
Ann and Gordon Getty Foundat ion 
David Carlton Kneuss 
Ma rk W. Millsap and Mary G. Millsap 
William H. Trayes and Roswitha Trayes 
$1,000 to $4,999 
Beverly W. Abegg and Gera ld L. Abegg 
Rachel A blow and Ruth Mack 
Ronald C. Ablow and Judith S. Ablow 
William T. Alexander and Jacquelyn H. Alexander 
The ASCAP Foundation 
Richard F. Balsam 
Linda C. Black 
Fran Brill and Robert Kell y 
Eugene l. Brown 
Joan M. Burke 
Richard D. Carmel Charitable Remainder Trust 
Michae l C. Chiklis and M ichelle E. Ch iklis 
Aram V. Chobanian and Jasmine Chobanian 
City of Fairfax Band Association, Inc 
Francis l. Coolidge and Mary Louise E. Coolidge 
Frank A.D'Accone 
Bette Davis Foundation, Inc. 
Sandra L. Di llon 
A. Dodge and VirginiaN. Dodge 
Joy Douglass 
W. Ekdahl and Doris R. Franklin 
Peter El iopou los and Maria Allen 
Jeanne Fagadau 
Marie V. Fa Iabeiia and Anthony J. Falabella 
JohnS. Fawcett and Jacqueline M. Fawcett 
Judith M. Flynn 
J. M. Fullinwider and LeahY. Fu llinwider 
Valerie A. Giardini 
Richard I. Grausman and Susan Grausman 
Mercia M. Harrison 
Frank J. Hoenemeyer and Louise C. Hoenemeyer 
Phyllis E. Hoffman and Robert J. Hoffman 
David E. Hollowell and Kathleen A. Hollowell 
Lindsey V. Humes 
Larry G. and Ann Howard Jones 
Ell en B. Kazis-Walker and Don L. Walker 
Owen E. Kelley 
Sandra .J. Kenda ll and Clark Kendall 
YoungJ. Kim 
Henry A. Kissinger 
Robert E. Krivi and Gwen G. Krivi 
Stewart F. Lane and Bonnie Comley 
JuneK. Lewin 
W illiam R. Lyman and Anastasia S. Lyman 
Joan B. Malick 
James A. Manganello and Rosema ri e 8. Manganello 
Margaret M cDermott 
Rita Z. Mehos 
Michael W. Merrill and Chou Chou Merrill 
John J. Moss 
Jane M. Musky and Tony H. Goldwyn 
Andrea Okamura and Jeffrey T. Chambers 
F. Taylor Pape and Haddon Hufford 
Michael J. Pencina and C. Whitney Pencina 
Th e Presser Foundation 
Renaissance Musical Arts, Ltd. 
Leila Joy Rosenthal 
Sandra Lee Rowsell and Arthur P. Rowsell 
Kenneth D. Rudnick 
Judith P. Skagen 
Naomi H. Slipp 
Robe rta S. Steiner and Don Steiner 
Nancy R. s'tone 
Amy Totenberg and Ra lph G. Green 
Jill Totenberg and Brian Foreman 
Nina Totenberg and H. David Reines 
The Ushers & Programmers Fund 
Richard E. Van Deusen and Carol Nadell 
Edward P. Wimberly and Anne E. Wimberly 
Ellen and John Yates 
Linda N. Yee and Robert D. Yee 
Kalman W. Zabarsky and Kerry F. loughman 
Heid i E. Zd rojeski 
Avedis Zildjian Company 
$500 to $999 
Trust of Constantin Alajalov 
Apostolos A. Aliapou lios and Mary J. Aliapoulios 
Robert H. Avian 
Anthony J. Barbuto 
Paula J. Bishop 
Aaron B. Brown 
Sandra L. Brown 
Sa lvatore J. Cania and Lisa M. Cania 
Leigh S. Crespy and Charles T. Crespy 
Suzanne Cutler 
Diamond Girl Production LLC 
Ann B. Dickson 
Va lerie S. Dunnam and Sam E. Dunnam 
Kathleen Faleris and Dennis Faleris 
Debra D. Faust and Joseph E. Dian 
R. Terrell Finney and Susan N. Finney 
Brian E. Geraghty 
Peter Gruber and Patricia Gruber 
Donald 8. Halle r and Susan Z. Ha iler 
Nancy M. Hartman 
Richard A. Hobbs and Marilyn Hobbs 
Judy Hochberg and Alan Hochberg 
Jimmie L Jackson and Mary L. Jackson 
Renate S. Jeffries and John W. Jeffries 
Jay H. Lanin and Karen N. Lanin 
Karen N. Lanin 
Robert M . Lea and Vickie Lea 
Bob Ling 
James J. Mahon 
Robert A. Murray and Linea K. Murray 
Mia R. Oberlink 
Waafas Ofosu-Amaah 
Benjamin A. Rudnick 
The Schubert Club, Inc. 
Amy A. Shemin and Barry L. Shemin 
Takayoshi Shimada 
Dona ld J. Stone and Norma K. Stone 
Douglas E. Stumberger 
Patrick J. Szymanski and Margery Lieber 
Mary P. Underwood 
Peter A. W ill iamson and Charlene J. Zabawski 
Patrick D. Zickler and Joyce K. Zickler 
"This list reflects pledges and donations made between July 1, 2012 and June 30, 2013. For a complete list of all CFA donors visit, bu.edu/cfa/ 
alumni/giving-back. If your name has been om itted from th is list, please contact us so that we can correct our records. 
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Thank you for joining Boston University College of 
Fine Arts for this special performance by the Boston 
University Symphony Orchesn·a and Symphonic Chorus. 
Tonight, we honor the many ties the University has to the 
tragedy that occmred in Boston last April, applaud the 
rema1·kable efforts to heal the city, aml celebrate the spirit 
of determination that unites Boston. 
We welcome om distinguished guests, students, friends, 
families, alumni, faculty, and all who come together 
tonight to form this community. Boston Sn·ong. 
